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Abstract
Some arts programmes have used drum-circle techniques with the aim of
facilitating personal and social change. These include those developed by
Arthur Hull in the USA (Hull & Marie, 2014) and Drumbeat projects in
Australia (Martin, Wood, Tasker & Coletsis, 2014). There is, however,
limited research in the field and none that focuses explicitly on females in
pre-release detention facilities. In exploring a range of creative drumcircle activities, informed by theories and practices from music therapy,
community music settings and arts programmes in prisons, the present
study examines the impact of participation in a ten-week drumming
project upon women’s senses of wellbeing, and upon personal and social
change. Findings are theorised using Seligman’s PERMA model of
wellbeing (Seligman, 2002) and DeNora’s theory of Musical Events
(2000, 2003). They illustrate music’s agency in personal and social
behaviour and provide additional evidence for the advocacy of musical
engagement in prison facilities.
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1. BACKGROUND, CRITICAL QUESTIONS & PERSONAL DISCLOSURE
Thousands of women each year go through the prison system in
Australia alone. This project aims to look at the impact of a music
programme in the rehabilitation of women prisoners at Boronia Prerelease Centre in Western Australia, using drum-circle and creative music
participation as a tool to enhance senses of wellbeing, group dynamic
and social cohesion, and to aid in their re-entry into the wider community.
Critically, the study asks:
1. What are the potential benefits of music making in a women’s prerelease facility?
2. Can a community drumming project function successfully in the
context of a women’s pre-release centre?
In attempting to answer these questions, the present research
examines the impact and outcomes of a musical intervention – weekly
drumming and creative music group sessions over a period of 10 weeks
led by the researcher. The study aims to record and account for personal
and social changes that might be attributed to this intervention. Adopting
an idiographic paradigm that focuses on individual lived experiences – a
researcher orientation that will be expanded upon in the chapter on
method – it should be clear from the outset that the scope of the present
study is limited. It is a small pilot study that aspires to identify emergent
themes, add to existing evidence and theory, and set out concerns for
further and more comprehensive practice and research.
Whilst a research project has reported positive impact from drum
circle activities with male prisoners in Western Australia (Martin, Wood,
Tasker & Coletsis, 2014), there is no research on the effects of music
programmes like this on women. Even as a limited pilot study, this project
may have some significance for arts advocacy within the women’s prison
sector.
Researchers often have vested interests in their chosen area of study
and the Interpretative Phenomenological Approach adopted here
demands some transparency about personal motives and experience
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(Smith, Flowers & Larkin. 2007).

As a percussionist with significant

professional and community music experience, I am passionate about
music-making and its role in community and social justice. I am curious
about music’s agency in our personal lives and I am particularly
interested in the liminal space between clinical professional music
therapy and community music-making. The study makes absolutely no
claims as Music Therapy. It is not. I have enjoyed workshop experiences
with the internationally renowned drum-circle clinician Arthur Hull and I
am particularly interested in further exploring percussion activities in a
range of group settings such as the drum circle. In addition to this specific
professional development, other personal experiences as a percussion
tutor, work experience with an association that provides services for
survivors of torture and trauma, volunteering with community charity
music services, observing in clinical music therapy sessions with a
qualified music therapist, and as a percussionist and established
performer, have enabled me to develop a musical and facilitator
repertoire and rationale, repertoire and pedagogy that would seem ideally
suited to the proposed project.
As a professional musician with a love for community music-making, I
aim to create a career based upon percussion, music therapy and
community development. My Honours research project combines my
musical and performance skills with basic knowledge of psychology,
experience with drum circle facilitation, and emerging skills in research
methods.
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2. LITERATURE
Research clearly demonstrates that active music participation has the
capacity to positively impact a wide range of psychological and physical
pathologies (Pavlicevic, 2003), improve mood and reduce fatigue
(Bittman et al. 2003). Studies have shown music to enhance social and
mental well-being of at risk young people (Wood et al, 2013), create
social cohesion (Faulkner, 2013), act as a technology for self-regulation
(DeNora, 2000, 2003) and have regulatory effect (Davidson and Faulkner
2005).
Sloboda (2009) offers a comprehensive overview of music’s role in
changing mood and emotion, its ability to uplift, revive and inspire at both
psychological and even physical levels. Other researchers such as Ruud
(1998) have developed theoretical models about how music can provide
personal capital for greater life satisfaction and social connection. Similar
ideas have enabled music therapists to extend both practice and theory
beyond strictly clinical settings to more loosely defined community ones,
where the demarcation between music therapy and community music
making becomes far less distinct. (Pavlicevec and Andsell, 2001).
Drumming itself has been used in a range of therapeutic and
rehabilitative settings (Friedman, 2000 & Bittman et al, 2003).
In prison facilities, the setting of the present study, work to date on
music is dominated by group singing experiences (Lee, 2014). An
exception can be found in a Western Australian Project “Closing the Gap”
which is particularly relevant to the present study. As part of the initiative,
the Western Australian Drumbeat Programme offered workshop sessions
to prisons around WA in 2014. Looking at the benefits of participating in
drum circle and music activities, Drumbeat used a range of methods such
as surveys and interviews to review its programme. Employing
established psychometric measures of wellbeing (Warwick Edinburgh
Mental Wellbeing Scale (Tennant, Hiller et al. 2002) and a validated
measure of positive mental wellbeing (Kessler et al. 2002), the study
reported improvements in positive mental wellbeing, psychological
distress and resilience. This “Closing the Gap” Drumbeat programme is
different from the present study in four key ways. Firstly, the data used in
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the Drumbeat study was exclusively obtained from the male prison
population. Secondly, the Drumbeat program focused primarily upon
psychometric measures of wellbeing whilst the present study uses
Interpretative Phenomenological approaches to obtain rich data about
individual lived experiences (Smith & Osbourne, 2007). In doing so, the
present study emerges from a reflective practitioner/researcher paradigm
whilst the Drumbeat programme researchers were all external to the
workshop facilitators themselves. Finally, in adopting an Interpretative
Phenomenological approach, the present study attempts to develop
emergent and interim theory about the outcomes of the project; the
Drumbeat programme does not engage in theoretical work or discourse.
The present research attempts to build on the literature by exploring
the impact of participation in drum circles and creative music amongst a
female pre-release population and by theorising about those findings.
Concerns about the readjustment of prisoners to the community are
widespread (Government of Western Australia, Department of Corrective
Services, 2016) and it has been posited that active participation in the
arts could make a positive contribution at both personal self-regulatory
and social interactive levels (Bittman et al, 2003).
According to DeNora (2000, 2003), whether individuals engage in
active music participation or not, the proliferation of music technologies
enables all of us to exercise the self-regulation of mood and emotion on
an everyday basis though music. Her theory of Musical Events developed
from a seminal ethnographical study of music and everyday life (DeNora,
2000, 2003), illustrates clearly how music can change and empower
individuals in enabling them to musically manage every day tasks,
challenges and wellbeing. Where researchers have looked at the impact
of direct musical participation on individual wellbeing or its potential
benefits to the wider community, they have tended to concentrate on
choral or vocal activities. Such studies report improved immune system
functioning (Beck, 2000), feelings of rejuvenation and high levels of
concentration (Bailey and Davidson, 2003), increased self-esteem
(Davidson, 2004), improved sense of social cohesion (Clift et al, 2008)
and holistic health and well-being outcomes (Bailey, 2005). Nevertheless,
even where arts programmes in correctional institutions have followed
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models of community singing programmes, such as those with the
homeless or disadvantaged (Bailey, 2005), they have tended not to
attempt to replicate research found in these community based settings.
Transient prison populations, additional challenges around ethics and
even researchers concerns around personal security may explain this
under-representation in the literature.
Limited research has examined the impact of arts programmes in
correctional institutions more generally. These include Djurchko´s
comprehensive meta-analysis and review of the impact of visual arts
programme amongst correction populations (2011) and Tannenbaum’s
essay on “Art, Prisons and Rehabilitation” (2015), both set in the USA.
Additionally, Sara Lee’s 2015 report explores the role of music in
resettlement and crime prevention in the USA and Norway (Lee, 2015).
Central to the philosophical grounding of both these works is the vision
that “all of the arts and their power can be made accessible to
every(one)” (Tannenbaum, 2015). Internationally, a similar vision has
seen the implementation in prisons of a range of visual arts and writing
projects, along with theatre and choral initiatives. These include
programmes led by a range of highly respected arts practitioners: Cicely
Berry’s work with Shakespeare in prisons (Shakespeare Theatre
Association, 2005); and Jonathan Welch’s work with men’s choirs in
prisons (Welch, 2009). In the United Kingdom, the Irene Trust Foundation
also focuses on building confidence, social skills and raised aspirations
amongst prison populations (“Our Vision: Creating music. Transforming
Futures” n.d).
In wider community settings, music therapists and community musicmakers and facilitators have explored the impact of musical engagement
in settings that range from the clinical to the recreational. Internationally
acclaimed therapists and researchers Gary Ansdell (2001) and Brynjulf
Stige (2003) have posited a framework for music therapy that sees a
continuum from clinical to community settings, and from the individual to
the collective. Whilst this project will be informed by practices commonly
seen in music therapy, it is not designed as a music therapy project but
as a community music- making one.
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From theoretical perspectives, the present study engages with
DeNora’s work, outlined above, as an explanation of how musical
engagement has agency in the lives of participants. It also utilizes
Seligman’s seminal theory about wellbeing and growth (Seligman, 2002)
as a way of understanding participants’ experiences and perceptions of
them. It is important to acknowledge though that the study did not set out
with explicit intention of using these theories, indeed the Seligman was
not initially known to the researcher. The search for “fit” with existing
theoretical frameworks was primarily driven by data analysis and the
emerging themes from it. To understand that process, we turn now to a
discussion of methods and methodology. Later, we will return to the
theories of DeNora and Seligman as part of the analysis of data and its
and discussion.
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3. METHOD
Qualitative approaches and Interpretative Phenomenology
As a research project, this study uses qualitative methods
(Merriam, 2009) to address research questions about the impact of
musical engagement on wellbeing, and on personal and social change
amongst pre-release women. More specifically, the study investigates
psychological perceptions of lived experiences through the use of
Interpretative Phenomenological Analysis (IPA).
Using grounded theory techniques (Charmaz, 2000) generally,
and approaches from Interpretative Phenomenology (Smith, Flowers, &
Larkin, 2009) more specifically, the study explores lived experiences of
the women prisoners in relation to their participation in the drumming
circles and creative music workshops; it focuses on perceived personal
impacts. In the words of Smith & Osborn (2007):
“The participants are trying to make sense of their world and the
researcher is trying to make sense of the participants trying to
make sense of their world.”
IPA has been used in many different settings including health
(Fade, 2004), sexuality (Alexander & Clare, 2004), psychological distress
and wellbeing (Rhodes & Smith, 2010), and in musical experience
(Faulkner, 2013). This method of data collection turns reflective thoughts
into meaning and function.
Data Collection
The question of how to collect data from the participants is
extremely sensitive given the institutional setting of this study. The
researcher made the decision not use standardised or custom-made
surveys and questionnaires as the data collection tool, even though the
possibility of using an existing psychometric measure of wellbeing along
the lines of the Drumbeat Programme outlined above was considered in
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early planning for the project (see also World Health Organization, 2012
for a discussion of measurement of wellbeing). The decision not to use
these kinds of methods was made following discussion with the
Superintendent of the Pre-release Centre. She raised concerns about the
validity and superficiality of responses to questionnaires and surveys
amongst prison populations. Women arriving in the prison system may be
confronted by as many as ten surveys administered by ten different
people (most often strangers) in formal interview/survey processes.
Questions are often deeply personal and prisoners see them as intrusive.
They often view interviews and surveys as intimidating given that they are
prejudiced by obvious power relationships. This reality became clear to
the researcher during her induction and orientation process at the centre.
It demanded careful consideration of research method in an attempt to
gain rich data about the participants’ experiences and led to the adoption
of Interpretative Phenomenological Analysis.
Participants were all given brightly coloured journals for the
recording of personal reflection. They were encouraged to make entries
of any kind and at any time during the 10-week project. They were asked
to make weekly entries after sessions where they could. Some
participants wrote poems and lyrics, others made visual arts entries.
Some of this artwork was used in programmes and projections for the 2
performance opportunities that formed part of the project (See Appendix:
Fig 1-6). Journal entries enabled the process to focus upon the
participants themselves, it gave them empowerment to both write down
and to share their own reflective thoughts on their own terms. Several
participants struggled with making entries because of the challenges of
literacy and language but shared their thoughts as best they could in
conversations with the researcher.
Participants regularly brought their journals to sessions to share
their thoughts, suggestions and questions with the researcher and even
with the wider group. These discussions were then noted in the
researcher’s own reflective journal along with other observations and
notes about sessions. Entries were made by the researcher after every
session and focussed both on descriptive data, transcribed conversations
and personal responses. Where researcher notated conversations are
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used in this study special permission has been sought for their use.
Additionally, several of the participants and the group as a whole wrote
letters to the researcher and to the Superintendent of the centre entirely
on their own initiative. One such letter is reproduced in its entirety in a
later chapter. All are used here with permission. In all cases pseudonyms
are used to protect the identity of the participants. Direct participant
quotations are in italics.
Drumming and Creative Music Sessions
The drum and creative music intervention consisted of a 10 weekly
one-hour group session, led by the researcher with groups of
approximately 12 women prisoners. The total number of participants over
the project was 19 although attendance was not always consistent and
two women were relocated to other institutions during the project. The
women were serving custodial sentences for a range of undisclosed
offences.

Sessions were initially based upon significantly adapted

designs from Arthur Hull’s Rhythmic Playshop (2014) model. Additionally,
pedagogical input was received from mentor Genevieve Wilkins.
Genevieve is an experienced community musician and lecturer at leading
conservatories in Europe. Her support enabled the facilitator to reflect,
refine and adapt plans to increasingly highly personalised ones built upon
the participants’ skill levels, personalities and group dynamics, along with
the researcher’s own experience as a percussion tutor, music therapy
observer, community musician and professional performer. Neither the
pedagogical strategies nor reflective process is the subject of this present
research even though they might well form the basis of further study.
Sessions emphasised the development of basic hand drumming
(Djembe) technique, ensemble, turn taking and individual solo playing. It
also explored the making of music and music soundscapes through
improvisation and storytelling. This element was quickly enhanced by the
use of participant artwork as a further catalyst for improvisation. Apart
from this original repertoire, some material from Afro-American traditions
was also employed. These included a folk-song from Zimbabwe and the
spiritual Freedom Train. Singing and drumming were frequently
accompanied by dance and choreography, often at the initiative of the
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women themselves. A fundamental principle of the guiding pedagogy for
these sessions was participant autonomy and creativity. Sessions were
not concerned with skill-transfer or transmission in didactic ways in
anything but fundamental levels. Group reflection and discussion were
critical elements of the sessions. Djembe drums were available for the
group members along with a range of other hand held percussion (e.g.
shakers, agogo bells, triangles, caxixi, shekere).
Apart from the 10 weekly sessions, the project included two
performance opportunities. The first was at the pre-release centre itself
held in the main dining hall/café. The second was a celebratory
performance opportunity at the Western Australian Academy for
Performing Arts (WAAPA). This performance was shared with the
Academy’s own percussion ensemble Defying Gravity. The ensemble,
made up of ten WAAPA undergraduate and postgraduate students, is
one of Australia’s most prestigious percussion ensembles. For the
purpose of ethics and consent these individuals are also participants in
the study. Whilst no data was collected from them, their contribution is
significant. The researcher worked with the group in preparation for the
celebration afternoon. As such, the project was also an important learning
experience for these musicians. That the resulting performance at the
WAAPA Music Auditorium was a genuine musical collaboration warmly
received by a large audience including distinguished guests, cannot be
underestimated in understanding women’s perception of the project and
the social and personal capital they accrued through it.
Ethics
As with other research projects that involve human subjects, this
Honours project required ethical approval and informed consent. Both
research and ethics approval from the Edith Cowan University was
obtained before the commencement of the project. Ethics was discussed
with both supervisors and the Director of the Pre-release Centre at
Boronia. Through this process special needs and protocols were
identified and appropriate initial processes instigated. Encouragingly, the
former Department of Corrective Services had identified Women’s Estate
and Reducing reoffending as two research priorities. Research approval
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was granted by the former Department of Correctional Services (now
Department of Justice). Following discussions with the Director of the
Centre, information packages and consent forms were prepared and
completed (See Appendix 6)
Data Analysis
Participant and researcher journals, along with other written notes
(letters from participants), form the data analysed according to IPA. In this
process, texts are subject to a thematic analysis and coding where
categories are formulated, developed and tested; emergent theories are
then proposed and or data tested for fit with existing theories (Smith et al,
2009). As such the analysis is similar to Grounded Theory techniques
(Charmaz, 2000). The present research uses IPA as a response to
qualitative methods based on the idiomatic. The central focus of the study
is how individuals “make sense of their personal and social world… the
meaning of particular experiences, events, states hold for participants.”
(Smith & Osborn, 2007). In this case, the researcher is attempting to
understand how women make sense of personal engagement in music as
prisoners in a pre-release centre and the meaning they make from this
experience. The researcher is attempting to get an “insiders perspective”
(Conrads, 1987).
As categories are formed, emergent explanations or theories of the
perception of lived experiences are proposed. In doing so, the researcher
is cognisant of the potential fit of data to existing theories and
frameworks. After all, developing and testing the validity of theories is one
of the central concerns of research. In the case of DeNora’s work, the
researcher was aware of this model a priori. In the case of the Seligman
however, this was not the case. As coding and categories emerged, it
became clear that several key constructs were central to women’s
perception of their lived experience. Women continuously reported
feelings of positive emotion during and as a result of music sessions. In
some cases this change in feeling was not just short term and in some
cases women discovered that they could recreate this sense by engaging
in musical activities between formal sessions. Secondly, women
increasingly cited the positive relationships that had developed through
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sessions. Initially, these were focussed on the relationship between them
and the facilitator/researcher, but over time this grew to include closer
relationships with their peers, with wardens and with members of the
Defying Gravity Ensemble at WAAPA. Thirdly, women increasingly voiced
senses of achievement, especially as the project neared the point of
public performance and afterwards. Faced with these categories, the
researcher initiated a search of well-being literature and discovered an
exceptional fit with Seligman’s Scientific Theory of Happiness or Theory
of Wellbeing and Growth. He proposes five key elements for Wellbeing;
P: Positive emotion, E: Engagement, R: Relationships, M: Meaning, A:
Accomplishments. The agency and change that DeNora identifies as an
outcome of musical engagement may also be explained by Seligman’s
model. Together they provide fruitful frameworks for discussion about the
data from the present study.
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4. WOMEN’S WELLBEING & SELIGMAN’S THEORY OF HAPPINESS
Seligman’s PERMA model (2002) is most commonly seen as a theory
of wellbeing, but it can also be used as a tool for assessing individual
growth. Here, growth implies some sort of change and agency, in ways
similar to DeNora’s theory of Musical Events (2000, 2003) to which we
will return in the next chapter. Seligman’s theory of wellbeing has been
utilised by a range of scholars especially in psychology, as illustrated by
Csikszentmihalyi’s, Flow and Foundations of Positive Psychology (2014)
and in education, in a range of positive psychology texts (see Norrish,
Williams, P., O’Connor, M., & Robinson, J. 2013). In music, the PERMA
model has recently been used to theorize about music’s impact on
wellbeing in educational settings (Davidson, Krause & Lee, 2017). Their
study argues the case for music in the school curriculum as a tool for
improved wellbeing and considers “how we can invest in music-making to
promote well-being in school contexts” (ibid. p. 73).
Seligman’s theoretical model deconstructs the concept of wellbeing or
happiness into five key elements; P: Positive emotion – the sense of
optimism, positivity and enjoyment; E: Engagement - the experience of
Flow (Csikszentmihayli, 1996) in an appropriate task: R: Relationships –
the presence of authentic connection; M: Meaning – the sense of
purposefulness; A: Accomplishments – the feeling of achievement. As
Khaw and Kern (2015, p.1) have observed, Seligman’s theory “describes
a multi-dimensional approach in order to define what it means to flourish
in life”. Some attempts have been made to develop profilers for use
amongst populations generally (Butler and Kern, 2015), but the model
has been most widely used in positive psychology in education.
The IPA analysis of journals, conversations and other notes in the
present study firmly established categories that were subsequently noted
for good fit with Seligman’s model. They illustrate clearly how musical
engagement enabled women to experience improved senses of wellbeing
and

happiness.

They

suggest

that

increasing

opportunities

for

engagement in creative activities like this may indeed enable women to
flourish in life and even in detention institutions.
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Positive emotion:
Positive emotion is found at a level beyond the pleasure that
comes from the meeting of basic needs for function, such as hunger and
thirst. In Seligman’s theory (2002), it is concerned with an optimistic
orientation and the enjoyment that individuals may feel from being
intellectually stimulated and creatively inspired. People who regularly
experience it are more likely to develop resilience in the face of
challenge, and seek creative and alternative solutions when faced with
obstacles or adversity (ibid).

•

Dealing with grief (Sophie) – “The drumming today, I really got a
lot out of. It had a solo feeling of being in a group, banging away
on the drums, it really put a smile on my face and in my soul,
helping to heal me from my feelings of grieving.”

•

A positive release of frustrations (Sophie) - “I feel so relaxed now.
Everyone should have to do this at the start of the day. It helps
you get everything out, all the stress”

•

Being in an environment where you are stimulated and
encouraged (Clara) – “I saw, I came, and I was hooked. It lifted my
mood, it connected my left and right hemisphere of my brain. It got
me moving and grooving and it, “well it just got me”. I felt alive and
motivated and it was fun.”

•

Sharing own creative projects that are inspired from group
sessions (Jaimie) – “Listen to the beat of the drum, tap tap, bang,
bang, boom boom. Lots of sounds, big and small. Loud and soft as
we have fun on our drum.” (Original poem/lyrics)

•

	
  

(Katie) - “ready and better for the day”
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Engagement:
Seligman’s construct of engagement owes much to Csiksentmihayli’s
concept of “Flow” (1997) a state of engagement that is fully absorbing
and where external situations are excluded because of the intense level
of focus. It is easy to see why such engagement can play a crucial part in
rehabilitative processes. Whether through education, art, dance, drama,
craft projects or musical creativity, individuals may become immersed in
the moment. This immersion creates even greater motivation, excitement
and drive to succeed in the given project. These feelings of immersion
strongly aid in developing skill sets as they did in the present study. They
also enhance understanding, improve emotional wellbeing and even
increase intelligence (ibid).

•

Engagement

that

encourages

understanding

of

emotional

wellbeing. See also in Positive Emotion. (Clara) - I saw, I came,
and I was hooked. It lifted my mood, it connected my left and right
hemisphere of my brain. It got me moving and grooving and it,
“well it just got me”. I felt alive and motivated and it was fun.
•

(Jessica) - “Great beat, enjoying singing and participating.”

Relationships:
As social beings, connections created with other people are extremely
important. Thus, creating long lasting and meaningful relationships with others
strongly influences senses of wellbeing (Perissinotto et al., 2012).

•

Making friends (Clara) - Friendships have been formed, bonds
made or forged. Co-operation is being mastered.

•

Being together (Clara) - We tapped and beat the drums, it was
rhythmic, we played drums and worked with each other. We
danced and sang, we laughed and the bells rang. Others watched
and came along too. They could see and feel how much fun we
we’re having together.
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•

Crossing boundaries - Officer peer teaching – the ladies teaching
officers rhythmic patterns and songs, using co-music making as a
tool to creating positive and long lasting relationships with people
in positions of power.

Meaning:
Individuals desire lives that reflect happiness and fulfilment and that
give a sense of purpose in life (Seligman, 2002).

•

Giving aid in understanding your own sense of being (Lara) Learning just how important music is for our spirit.

•

Understanding sense of wellbeing, without use of drugs (Clara) - It
has helped my depression to ease, it has reduced my stress and
increased my confidence. There’s less anxiety, stretched my
imagination. I could almost feel new pathways being made in my
brain – it was both exhilarating and electrifying. Drumming altered
my state of consciousness – without being under the influence of
any drugs. Adrenaline and all the other chemicals (dopamine,
serotonin, and endorphins) ran through my veins and my body.

Accomplishment:
Senses of achievement and accomplishment have a significant impact
on wellbeing. Having achieved goals and ambitions, individuals are more
likely to continue to set realistic and challenging goals that can be
reached and in doing so further increase personal growth (Seligman,
2002).

•

Goals for the future (Elsa) - I want to learn to play something on
the drum so that when I get out I can play it to my husband.

•

Hopes for children’s future (Kate) - How do I get my boy interested
in this? I want him to feel the way I feel about music.
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A Case Study: Jessica’s growth
The data above is indicative of responses made by the women
that illustrate the general growth in wellbeing amongst the group through
musical engagement. It is valuable, however, to consider an individual
case study and account for the impact on and growth in individual lives.
Space precludes details from more than one individual case study, but
Jessica’s unique story still has resonance with other participants in the
programme. She has some physical/mobility issues. The nature of her
disability is unclear.

•

I really enjoyed doing Bongo drumming and singing today,
considering I wasn’t in the best of moods when I started.

This early session saw Jessica release previous frustrations and increase
motivation, so that later in the week she records:

•

Looking forward for Bongo Drumming. Been practising with a
coffee tin.

The coffee tin bongo drumming became a daily practice routine. What
Jessica is practising, of course, in not just music skills, but wellbeing
ones. She becomes increasing excited about the project and especially
about forthcoming performances that give her added incentive to practise,
help structure daily routine and add meaning to her life. Jessica is given
leadership responsibilities because she has more advanced rhythmic
skills than others in the group. Given Jessica’s social isolation this marks
a significant change to group dynamics and to her social connections.
Her improved wellbeing continues throughout the project. This is
recognised by prison officers and whilst she becomes very nervous as
the performance at WAAPA approaches, she manages that anxiety well
and performs successfully.
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•

Had a great time at our performance. Had lots of people come up
afterwards saying how great I did with the lead and singing.

•

It’s all so good for my mental health.
At the end of the Drumming program, Jessica made the decision

to enrol in part time education with the aim of continuing her musical
journey. She hopes to go to WAAPA one day. Jessica feels much more
positive than before the project. She is fully engaged when she is
playing, as she does independently several times a week – now on the
centre’s own djembe drum. She even regularly teaches one or two of the
other residents some basic drumming skills. She has identified meaning
in her life for the first time in a long time. She has set a goal that she
wants to achieve in her life and clearly has a significant sense of
achievement following her success of the past few months. The first goal
is completing the education course, the second enrolling in a music
course, and the third buying her own drum. She has also forged
relationships with other residents, offering to teach and help others with
music making.
Seligman’s model provides a clear explanation of what it is in the
drumming and creative music sessions that enables women to
experience growth in wellbeing. They clearly articulate experiences and
outcomes that cover the five dimensions of wellbeing and illustrate
personal and social change. In an attempt to understand this change in
more detail, the final analytical and theoretical chapter of this thesis turns
to DeNora’s model of Musical Events and change.
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5. WOMEN, CHANGE AND MUSICAL EVENTS
Tia DeNora’s theory of Musical Events (2000, 2003) accounts for music’s
potential as an agent for social and personal change. Her seminal
ethnographical study explores women’s use of music in a range of
everyday settings and circumstances; from aerobics classes and
shopping expeditions to romantic encounters and relationships with
parents (2000, 2003). It shares an explicit focus on women participants
with the present study, but theoretical implications are not limited by a
common gendered setting. DeNora illustrates music’s potential as a
technology for living where musical engagement enables the participants
to structure behaviour and change it (Siciliano, 2013). Both Siciliano
(2013) and Cook (2001) have observed that one of the central constructs
of DeNora’s theory relates to entrainment - the ordering of physical
behaviour based on external environment. It is music’s potential agency
in physical and psychological lives that is one of the central concerns of
the present study. It is hypothesized that one of the benefits of the
drumming and creative music programme for women in a pre-release
detention centre is precisely this potential impact and agency.
In analysing women’s journals, conversations, and researcher/
practitioner notes in the present study, it becomes clear that the women
illustrate music’s agency in the general environment of their pre-release
centre and in the very particular environment of individual lived
experiences. In doing so, they provide rich accounts of Musical Events
like DeNora’s participants. Following from DeNora, the researcher
presents examples of Musical Events from two participants following an
IPA analysis of data.
In DeNora’s model of the Musical Event, she identifies three time
points: Preconditions (Time 1) are the prior experiences of “the Actor” or
participant that are relevant to this particular Event; the Conditions
represent Time 2 and are concerned with the specific local environment
and the act of musical engagement itself. Following on from this
engagement, DeNora’s third time point is concerned with Outcomes from
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a particular musical activity: What agency has transpired? What things
have changed? In a study concerned with how music may help women to
change and regulate behaviour, mood and wellbeing, this model provides
a useful theoretical framework for analysis.
In

the

analysis

of

the

present

data,

women’s

journals,

conversations and the researcher’s own reflective notes illustrate a whole
sequence of musical events where real or remembered engagement with
music becomes a technology of personal and social change. Two events,
recalled by each of two participants, are analysed here using DeNora’s
model. They should be seen as indicative of numerous potential
examples that are not reported here due to the limited scope of the
present thesis:

Table 1: Sam’s “First” Musical Event
TIME 1. Before the Event - All prior history as meaningful to Sam.
1

2
3

Sam is a female in her 50s, probably late 50s. She is in a women’s
pre-release facility taking part in the Drumming and Creative Music
Project.
She is looking forward to her release.
a) “my husband and I had our first ever dance to an African drum
song,”
b) “I’d like to learn something on the drum so that when I come
out I can surprise him.”

	
  
TIME	
  2.	
  	
  Features	
  of	
  the	
  Event.	
  	
  
A) Actor
B) Music

	
  

Participant in a group drum ensemble workshop
learning a new piece called Zimbabwe.
Developing
rhythmical
entrainment
and
exploring associations with personal regulation.
The group was playing the “bass rhythm” for a
song - Zimbabwe. The group started to fall out
and stopped listening. The performance
became increasingly chaotic. The researcher
used musical techniques and discussion to
discuss “Heartbeat” playing. Explaining how
important it can be to come back to the beat.
“You may be feeling over or underwhelmed, so
just come back to the heartbeat and stabilize
there. Just come back to the beat of the drum.
It’s the same in every day life experiencesAlways come back to your heart beat and your
breathing to centre yourself”. Participants tried
again and were more successful this time.
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C) Act of
engagement
with music
D) Local
Conditions of C
E)
Environment

Act of listening, learning and playing in a group.

Sam’s anticipation upon release and restoration
of relationship with husband.
In pre-release facility amongst other prisoners
with contributions made by all participants.

TIME 3. After the Event- Outcomes
1

Acquisition of technology to reconnect with partner upon release.

2

Acquisition of technology for self- regulation.

Table 2: Sam’s “Second” Musical Event
TIME 1. Before the Event - All prior history as meaningful to Sam
Preconditions are also the outcomes as in Sam’s “First” Musical
Event.
1

Acquisition of technology to reconnect with partner upon
release.
Acquisition of technology for self- regulation.

2

TIME 2. Features of the Event.
A) Actor

B) Music

C) Act of
engagement
with music
D) Local
Conditions of C
E)
Environment

Participant in a group drum ensemble workshop
is now in an “important” “interview” in the Prerelease Centre
Steady rhythmic patterns, keeping a shared
pulse (entrainment) and discussion about
musical and personal control as remembered
from previous event (see Sam’s “First Musical
Event).
Sam applies memory of musical experience for
psychological and physiological regulation when
under stress.
Actor under severe pressure for important
meeting.
Important meeting regarding her future with
individuals in positions of authority.

TIME 3. After the Event- Outcomes
1
2

	
  

Application of technology (musical remembrance) to manage stressful
situations and regulate personal physiology.
Successful interview.
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In the case of Sam, two musical events – one real and one
remembered - illustrate music’s capacity as a technology of social and
personal change. In the first instance she is seeking musical skills to
enable her to romantically reconnect with her husband once she is
released. Memories of their first dance together to African Drumming
music is the catalyst for her to seek the skills that might recreate shared
memories and initiate new and special connections with her husband.
The researcher is not privy to outcomes from this future musical event but
it would be fascinating to observe or hear an account of this musical
reconstruction of “us” - Sam and her partner - as a new chapter begins in
their lives. The second musical event emerges from the remembrance of
the challenges of the first. In the session that Sam recalls, the group
found it difficult to keep the beat and stay entrained with each other.
Individual patterns and shared pulse became disconnected and chaotic
music-making ensued. The researcher used a range of musical
techniques and discussion to enable the group to stabilize, to help the
group fit better with each other and with themselves. It is the
remembrance of the First Musical Event that forms the Second Musical
Event. Sam is attending an interview to discuss her future with people in
positions of power and authority. Bear in mind that Sam is in detention,
the outcome of this interview is likely to impact her potential release or at
least her status

whilst still in

detention. She

recounts

feeling

overwhelmed, increasingly stressed and out of control. As the interview
progresses, she displays physiological symptoms of anxiety; sweaty
hands and tremors. Almost inexplicably, she finds herself recounting the
previous musical experience and is able to use the techniques utilised by
the facilitator/researcher to regulate her own physiology, reduce anxiety
and complete the interviews feeling relaxed and in control.

Sam has

consciously and successfully applied the memory of musical engagement
as an agent for physiological and psychology change.
Another participant, Jessica, provides further examples of musical
agency. They are also presented here as two Musical Events using
DeNora’s model.
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Table 3: Jessica’s “First” Musical Event
TIME 1.
Jessica.

Before the Event - All prior history as meaningful to

1

Jessica is a female in a women’s pre-release facility. She has some
physical/mobility issues. The nature of her disability is unclear.

2

She is very unhappy about her current circumstances generally.
Jessica has also just been asked to speak to a remand officer and has
clearly been reprimanded about something.
a) “I’m just hoping this will give me something to focus on for a
bit.”
b) “I just got pulled aside for a serious conversation so now I’m
pissed off.”
c) “One of the ladies said I should come and join in and meet
every one.”

3

TIME 2. Features of the Event.
A) Actor

B) Music

C) Act of
engagement
with music
D) Local
Conditions of C
E)
Environment

	
  

Observer and participant in a group drum
ensemble workshop. Came in half way through
the sessions. Practicing the drumming and
singing parts to Zimbabwe, whilst learning the
dance part.
a) The singing and dancing parts to Zimbabwe.
Jess is not able to dance due to physical issues
so she took it on herself to hold both the beat
and the singing part whilst the researcher
taught the dance to the other participants.
b) The discussion about how to put together the
song “One by One” that the ladies had
composed together in a previous session.”
Act of listening, learning and playing and also
composing in a group.
a) Release of frustration that Jess had before
the session.
b) Social engagement.
In pre-release facility amongst other prisoners
with contributions made by all participants.
Joined at a later stage (half way through the
sessions) as she was convinced by one of the
ladies.
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TIME 3. After the Event- Outcomes
1

2

Acquisition of technology to reconnect with other residents. Having
common ground with other ladies. Reducing senses of isolation and
loneliness.
Acquisition of technology releasing anger “I really enjoyed doing
Bongo drumming and singing today, considering I wasn’t in the best of
moods when I started.”

Table 4: Jessica’s “Second” Musical Event
TIME 1. Before the Event - All prior history as meaningful to Jessica
Preconditions are also the outcomes as above.
1

Acquisition of technology to reconnect with other residents.
Having common ground with other ladies. Reduced sense of
isolation.
Acquisition of technology for releasing frustration and boredom.

2

TIME 2. Features of the Event.
A) Actor
B) Music

C) Act of
engagement
with music
D) Local
Conditions of C
E)
Environment

Participant in a group drum ensemble workshop.
Rhythm patterns, song and discussion as
remembered from previous event (Jessica’s
“First Musical Event).
Jessica continuously practises her drumming,
first on a pair of coffee tins and then djembe.
Increasing leadership position as time–keeper.
Jessica struggling to find meaning in her life,
trying to figure out her future and aspirations.
Making important decisions about her future.

TIME 3. After the Event- Outcomes
1	
  

Enrols in part-time education to further her musical journey.

2	
  

Has created long-lasting relationships with other residents and has
created more positive relationships with officers.

One of Jessica’s first sessions with the “Drumming Up the Future
Group” as reported in the her “First Musical Event” above is delayed by a
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stern conversation with a prison officer. Jessica has been reprimanded
about something and enters the session angry and flustered. For a few
moments it is unclear that she will be able to participate, but she does.
Quickly, her mood changes, obvious physiological symptoms ease and
she becomes engaged. She related the incident later to the researcher
and is clearly impressed at the power music has. Jessica has been
socially isolated within the group. She has serious mobility issues and
other members of the group view her disability with some suspicion.
Jessica has a good sense of rhythm, more highly developed than most in
the project. The musical event of participating in the weekly sessions
increased her confidence, gave her meaning to her life and gave her
stronger hopes for the future. The second Musical Event above is
concerned with the impact of her participation in the programme as a
whole. Having “borrowed” coffee tins from the kitchen to create her own
drums so that she can practice between sessions, Jessica makes
significant progress. She undoubtedly gains some social capital within the
group through her achievements in it. As a result of this program, she has
enrolled in part time education to further her skills with the aim of further
study in music. She continues to practice her drumming skills but the
coffee tins have been superseded by the Djembe drum that has been
donated to the Centre. She has even been observed giving individual
lessons to other residents at Boronia. Her future aspirations now include
going to and completing university. This aspiration gives her the drive to
practice and to study, reducing the boredom and frustrations that she
previously experienced.
More examples could be taken from the data that illustrate the fit
with DeNora’s model of Musical Events and Change. Changes are clearly
articulated by participants and cover physiological and psychological
domains, personal relationships, future aspirations and their meaning of
life. DeNora makes the point that musical events can last a few minutes
or they can cover a much longer time scale. Thus, the entire Drumming
Up the Future Project can be seen as a single musical event. That this is
true and that changes “after the event” can be identified, is shown by the
following letter that the participants sent to the Superintendent at the
Centre entirely on their own initiative at the projects conclusion and with
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which this chapter concludes. It provides convincing, unsolicited,
unmediated data that illustrate clearly the impact of the project’s musical
intervention.
“Dear Miss Allen,
On behalf of several members of “Drumming Up the Future” we want to thank
you for your support and encouragement. Nana Faulkner is an amazing young
woman. The time and effort she put into our drumming circle and the skills and
knowledge she taught us not only enhanced our lives in Boronia, but will help us
in the future. Our lives have been enriched by the experience. We would love to
be able to continue to build on the skills that we have gained. Apart from the fun
and enjoyment we had, it is important to continue to learn new skills throughout
life and benefit from healthy social settings. Some of the benefits we
experienced included; lifting out mood, increasing our confidence, improving
cooperation, reduce stress and anxiety levels, and a positive way of releasing
frustrations. We stretched our imaginations and we forged new bonds and
friendships. We learnt why working together can be a positive and beautiful
thing. This was all due to the opportunity that Nana and yourself afforded us. We
feel very fortunate that Nana was so generous with sharing her passion for
drumming, storytelling and dance with us. Without her the experience would not
have been so rewarding. The drumming group also taught us conflict resolution,
problem solving, decision-making and inspired creativity. We believe these skills
will assist to reduce the risk of reoffending by improving our quality of life. We
really hope it continues so we can learn more and other residents can join us.
So, thank you Ms Allen for having the vision and foresight to support the
Drumming program. Thank you for allowing us to access it and for your
encouragement and faith in us. We hope you enjoyed our performance as much
as we did. Lastly, we trust you will continue to support this program and similar
programs in the future.”
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6. CONCLUSIONS, LESSONS AND FUTURE QUESTIONS
The present study attempts to add to the literature concerning the
impact of musical participation in relation to wellbeing. More specifically, it
aims to explore the impact of drumming circles and creative music activity
on women in a pre-release setting. Its limitations are obvious: the sample
is a small one and limited to one pre-release centre. This idiographic
nature is, however, also one of the strengths of the study. It is primarily
concerned with unpacking some of the detail of real-lived experiences. It
is not concerned with psychometric assessment of wellbeing or any
attempt to measure change in wellbeing in quasi-scientific ways. As such,
the study compliments the Drumbeat project study of men in Western
Australian Prisons (2014) adding more descriptive data and theoretical
interpretation to the essentially quantitative findings of the Drumbeat
work.
That wellbeing is essential for flourishing is self-evident. Given the
challenges facing individuals deprived of liberty, and the wide range of
negative indicators traditionally associated with prison populations,
attempts to support such individuals to rehabilitation must consider
strategies that are likely to impact personal wellbeing. Developing
techniques and activities that enable individuals to regulate at personal
and social lives is critical. The present study illustrates clearly that
participants believe that the drumming and creative music sessions, even
over a limited period of time, have significant affect. Participants describe
various personal and social benefits, ranging from the regulation of mood,
to changes in daily patterns of behaviour; from significant social
realignment, to major reassessments of personal goals and ambition.
This thesis has theorised about how perceived benefits for participants
can be seen as helping individuals to better fulfil needs for the component
parts of Seligman’s model of wellbeing: senses of positive emotions,
engagement, relationships, meaning and accomplishment. In using
DeNora’s model of Musical Events, the researcher has illustrated how
musical engagement and music cognition accounts for the change and
growth that music-making has the potential to afford. This growth and
change is seen as beneficial to the women in the study. Whilst the details
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of lived experiences of the drumming and creative music senses are
always unique, all of the participants reported similar kinds of benefits,
even if some appear more intense or significant than others.
Along with the findings from the Drumbeat study (ibid.) and the wide
range of literature that implicates music’s potential benefits for wellbeing,
this study illustrates that individuals are able to account for the rich
benefits that they accrue from projects like this.
The study also illustrates that a community drumming project is able
to function successfully in the context of a Women’s Pre-Release Centre.
The challenges are not insignificant. Given the limited size of the project
and the absence of any infrastructure requirements, the process
regarding approval was arduous and often frustrating for an early career
researcher, let alone for a volunteer or musician looking to engage in
settings like this. The extraordinarily keen support of the Superintendent
at the Boronia Pre-release Centre was decisive and, in its absence, the
project would have floundered at an early stage. In the face of several
rejections, the project was almost abandoned and it is easy to see why
arts projects, let alone research into them, are so scarce in institutional
settings like this. Add to this the challenges of transitory populations and
security and it is unsurprising that arts projects in prison and research into
them is so limited.
In the face of the limited research available in the field, there is much
scope for further work and for larger studies in different settings. The
scarcity of arts projects in prisons and research from a range of
paradigms is to be lamented. The need for greater advocacy is obvious if
we are to take seriously the challenges of institutionalisation and
rehabilitation. Successful rehabilitation clearly demands change and the
study has illustrated musical engagement’s potential agency for change.
In order to develop, review and improve the provision of arts projects
generally and music projects in particular in prison, reflective practitioner
studies need to enable the refinement and adaptation of pedagogy and
practice by reporting, responding, relating, reasoning and reconstructing
are also critical (Bain et al, 2002). This applies equally to the present
researcher/practitioner as it does to others working in the field. Few if any
studies to date in this area have engaged in this reflexive turn.
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Drumming up the Future provides enough evidence to enable interim
theory to be posited in spite of its strictly idiographic nature. With other
limited research in similar settings and wider evidence about music’s
affect and its impact on wellbeing, alongside music’s established potential
as a technology for personal and social regulation, the present study
adds to the call for greater arts advocacy in prisons generally and in
women’s pre-release centres specifically. In doing so, it may be possible
to imagine drumming up a brighter and sustainable future for women in
these settings and in the communities to which they will soon return.
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APPENDICES
APPENDIX 1: SESSION JOURNAL – RESEARCHER
Session Journals:
Information Session (28th of March)
The Superintendent introduces the researcher to the choir members at
the center. She explains the researcher’s background - English is her
second language, she has graduated from WAAPA, has competed on an
international level in music making - both in singing and in percussion.
The researcher then did an example of an activity “I play, you play” and
“Pass the sound around the circle”. Women responded with laughter and
excitement. At the end of the information session, the researcher played
a little on the drums for the women. The women asked for her to stay and
sing and play along with the choir. The researcher did this and the ladies
really loved having a drum playing along with their songs. They smiled
the whole way through and were very eager to meet the researcher to
find out more information. The researcher asked what sort of days and
times would suit the ladies best. The ladies asked about the kinds of
instruments would be used for the sessions and whether they could bring
their babies along to the sessions.
Session Number One (29th of March)
I was feeling quite anxious about this first session, it had taken so long to
get everything approved that I couldn’t wait to get started. Initially there
were only two participants present for the session. During the time with
only these two women, there were slightly modified drum activities and
also a couple of short songs (phrases). The researcher did not follow her
session plan that she had created previously to the session, as many of
the activities that were on the plan needed more than two participants to
work. One of the residents then began to share the names for all the
instruments in her mother tongue. It was a really special experience, as
she seemed very quiet and shy at the start of the session, but she was
eager to share her personal experiences with these instruments growing
up in Western Africa.
20 minutes into the session, more participants began arriving.
Between this time and the end of the session, 9 participants joined. We
did a range of “beat based” activities, which focused mostly on keeping
the beat. We also looked at passing different sounds around the circle,
and copying other people’s way of playing. The ladies really loved this, as
it gave them an opportunity to explore the drums beyond jus hitting them.
We looked at passing around rain sounds, stroking sounds, thunder
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storms and different beat patterns. I picked out some sounds (mostly soft
and gentle) that worked really well, got the participant to demonstrate the
sound and everyone else copied that specific way of playing. We then
ventured in playing a traditional Zimbabwean drum patterns, starting with
just the beat, and then expanding into the full pattern. We then added the
dance moves to the drum beat. There was one lady who absolutely loved
the dancing and took the lead, as the researcher stepped back and sang
the vocal part. There was much laughter and smiles throughout the song.
The researcher then went through the pronunciation of the song and the
ladies joined in. They loved this song, you could see that in their
interactions. At the end of the session, we had a go at the name game
“Thigh, clap, click, click” which went well, but it did cause some confusion
the first couple of times. Throughout the session, women were
communicating with each other, through smiles, jokes and laughter.
When things got a little loud and out of control – and not just from the
drumming - the researcher asked the ladies calmly to bring the noise
levels down and to join into the beat that the researcher was playing. The
researcher began explaining how important it can be to come back to the
beat. You may be feeling over or underwhelmed, so come back to the
heartbeat. Just the beat of the drum. It’s the same in every day lifeAlways come back to your heart beat, your breathing, to center yourself.
After the heartbeat conversation calmed the participants down,
one woman spoke about her wedding, her first dance was to djembe
piece, so she would love to learn how to play it and show her husband
when she gets out. There was another participant who exclaimed, “I feel
so relaxed now.” “ Everyone should have to do this at the start of the day”
“It helps you get everything out, all the stress” At the end of this session,
the participants were told that they would be receiving some personal
journals to record their own reflective thoughts about the drumming
program. They were very excited about this and about the potential
opportunity to perform at WAAPA.
This session has already demonstrated how drum circle activities
can aid in enhancing self. Women gave positive reactions, not only with
their words, but with their smiling throughout. It also showed in their
release of frustrations when they had finished playing. The ladies were at
a much more calm being than when they began the session. They were
listening to each others ideas and helping one another where they could.
They were so grateful for me coming into work with them, and really
touched that I would be taking sessions each week.
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Session Number Two (5th of April)
In this session we had 4 women at the start- an improvement on last
weeks session with 2… We started the session with name games,
beginning with me. This way I was hoping to be able to remember each
participant by name. We played a lot of beat-based games. A lot of “I
play, you play” in this session. As there many questions about the
instruments, we talked quite a bit about the correct technique of playing
each instrument. We went on to making thunderstorms, in a
developmental way. Starting soft with little rain drops which turns into
more and more rain and this developed in to a thunderstorm. The ladies
really seem to love this. After this, I first brought up the idea of songs
having stories, how the whole point is to tell a story. I then touched on the
idea of potentially even creating our own story and put music and sound
effects to the story. We played around with passing sounds around the
circle: Rain sounds, thunder, back to rain again, like we did before We
then went into patterns on the drums. We learn single, double, triples in
two different ways, fours… the ladies liked to that I called one of the
triples the pizza shape because of the position of our hands on the drum.
Mental note to keep that same cue for that pattern. At the end of the
session, one of the ladies suggested that they get a specific lady to come,
as she would really enjoy the sessions. I explained to the ladies that I
would be bringing some notebooks for them the following week to write
down their thoughts about the sessions. They were really excited about
the notebooks, and about me talking to them about their entries. This
session was incredible. The ladies contributed to the conversation, it
wasn’t all about me or what I wanted to do. They were making more
suggestions and asking lots of questions about what we were doing. It
was great to see the participants communicating with me as well as with
each other more and more. They were also feeling more comfortable and
familiar with the drums and instruments in front of them.
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Session Number Three (12th of April)
As I was setting up the room for todays session, one of the ladies came
to tell me that there was a course on at the same time as drumming so
she wouldn’t be able to come. She was quite upset about not being able
to come, I said I would do whatever I could to change the time of the
sessions to suit all the participants schedules. The same four women who
had come at the start of the last session also came to this session, with
one extra lady whom they had invited along. She was very excited to be
coming along and seeing what we would be doing. We began by
introducing ourselves to make sure that everyone knows each other at
least by name. We did some beat games (“Thigh, clap, click, click”) and
also passing the sounds around the circle. We specifically looked at the
different sounds that we had picked out the week before- the soft and
gentle sounds that worked really well. We also discussed the different
sounds that we explored, and every one got a chance to choose and talk
about a specific sound. Why they liked it, other ways of creating the same
sound. We then looked at the patterns we learnt last week (doubles
triples two ways and fours), and the ladies then worked together in
creating their own piece using the patterns and sounds. The conversation
about how the piece should come together was shared by all- I only had
to get the ball rolling at the start… I made some suggestions to think
about which hand should do what part, that there could be combinations
of the all the patterns going on. They then made the suggestion that one
lady start with the beat, then the next lady enters and so on… then it
would develop into pattern two and then the threes and four. At this point
we talked about finding a name for the song. They were a little unsure of
what the name should be. But together we agreed we would come back
to that in another session. During this conversation - one of the ladies
suggested that we could create a story that would talk about their
“Journey to Freedom”. The ladies liked this idea and she started
speaking- “ “There was a Caterpillar, she was out enjoying life when it
started to rain. And then it got hit by a storm. The Caterpillar hid in its
cocoon.” Another lady said “ The cocoon can be like the prison bars.”
“And then the Caterpillar struggles to break free from the cocoon.” “As the
Sun shines down, the Caterpillar breaks free from its bars”. This was a
wonderful idea and all the ladies seemed excited about creating this story
together. They started talking about how we could do the rain sounds on
the drums and the storm… I was so excited about this story, I knew it was
going to be brilliant! I kept telling them how cool it would be to play our
own music, with our own story and also have and display our own art
work. After this session, I spoke to the Volunteer Coordinator at the
center about making sure that the drumming didn’t clash with other
activities. We changed the sessions to a different day. This session
showed great discipline in communicative skills. The ladies listening to
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each other incredibly well and contributing to each others ideas. It was
really wonderful to see this all unfolding. The ladies started talking about
what kind of art illustrations would be nice to go along with the story. I
said I would leave it with them and they can think about it over the week.
Session Number Four (19th of April)
This session we had the same four ladies again, plus one lady who had
come in the information session. I gave her a notebook at the start, and
explained what they were for. She was very grateful, and asked if she
could write about how drumming made her feel “ready and better for the
day”. The same lady who talked about her wedding explained to me how
she had an interview/ appointment with some people in regards to her
release and she was very nervous and shaky, but she remembered what
I said about the heart- beat and that helped her centre and relax. We then
went over the Zimbabwe dance again, and made sure that all the ladies
knew all the moves, especially the second part. In this session, we talked
a lot about what the performance at WAAPA would be like. One of the
ladies requested that we do the “Freedom Train” song. I got them to sing
it, and we created a body percussion pattern to go with it. This got them
very excited as it was their own suggestion. They gave me suggestions
for the percussion part as they sang. And we all agreed on a part that
works. Then we talked about entering from the side of the stage and
walking in… like a train.

Session Number Five (28th of April)
In this session, we talked about the story- wrote down exactly what each
sentence would be… Then one of the ladies showed me the work for the
story that she had been working on. She already had a picture of the
butterfly and of the Caterpillar. It was stunning! We tried out some storm
sounds, and some rain… and thought about what kinds of sounds could
go with what images – ie chimes and vibes. In this session we made sure
that everyone could make the updated day and time, and that all the
ladies who wanted to come and perform at WAAPA would be able to. We
ran Freedom train and talked about steps etc… They did struggle a little
with this, but we will get there. Zimbabwe and pattern song both went
pretty well, a little slow. We talked about cues for One by One- I tried
doing it on 4, 3 ,2 and 1. And one lady goes” Miss, it looks like you are
having a fit”. Which was hilarious, because I did… We decided to go with
just one head bob and a big motion.
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Session Number Six. (5thth of May)
For todays session, we decided to be outside so that other residents
could see what we were getting up to. As the women were out for work
and doing shop- many didn’t turn up until hour after the starting time of
the session. This being said, two female officers asked to join and had a
go at playing some patterns on the djembes. Once some of the ladies
arrived, I got them to teach the officers our “ Pattern song” which they
loved. We had three new participants join the group, so we showed them
the dance to “Freedom train” as well as the dance to “Zimbabwe”. In this
activity I tried to let the ladies teach the new ladies. I stepped back and
helped the new ones with specific steps. We also showed the new ladies
the art work for the story, and explained what I was doing there. One of
the ladies asked” So did you just wake up one day and decide that you
wanted to music in jail?” I then explained how I ended up explaining to
them why I was there… I then gave the new ladies journals to take
away. We then talked about the different sounds that can be made with
drums, ie rain into a storm.

Session Number 7 (12th of May)
This session we had outside again, the ladies love the fresh air! We didn’t
start for some time, as work went over time. We had two new participants
today. One of the ladies got pulled aside by an officer at the start of the
session and looked quite upset. We started the session going through
One by One, and discussing the potential name Moja Kwa Moja- One by
One in Swahili. I got one of the ladies to show the two new participants
how to play each pattern to the song. I then explained how I would cue
the changes (head bob). We practised this in context of the song. We
then talked about the different instruments that we would get to try at
WAAPA. I explained what the outing would entail- the new ladies were
super excited for this. We then went through the dance moves to
Zimbabwe- so that all the ladies could do it. I got two of the ladies to play
the beat for us. I then sang the part to Zimbabwe and the ladies joined in
with singing, dancing and playing. The then asked if the could a verse
called Boronia instead of Zimbabwe, so we decided to do the last verse
as Ba ba ba Boronia. There was lots of laughter in this activity, the ladies
were really getting into the dancing. As we were dancing we had a look at
the “Freedom Train Body percussion moves”. We talked about the pattern
and how to dance and sing together. The ladies then made an
announcement, the had hand sewn a little pouch and in it were notes
from each of the ladies saying thank you for coming each week and doing
music with them.
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Session 8 (18th of May)
In this session, the ladies were quite nervous about performing in front of
the other residents. After me explaining that we are all in this together.
They are much more likely to look silly if they do not give it their all. They
agreed, and all of a sudden there was excitement to share what they had
learnt with the other residents. The first thing we worked on was
“Freedom Train”. We added some turns into the movement before the
singing. Some of the ladies really struggled with this. Other ladies
stepped up, put their hands on their shoulders and guided them through
the movements and turns. It was a beautiful example of peer teaching
that happened quite a few times during this session. We then did a run
through of “Freedom Train” with the singing in there as well. Next we
began discussing “Our Journey to Freedom”. The ladies had spoken to
one of the residents and had her create the most beautiful art work to go
along with the story. She had completed 3 paintings. For the Caterpillar
on the leaf, a cacoon in a storm and a beautiful, free butterfly. The ladies
were very excited about the images, so we had a go at practising the
sounds to go along with it. This went really well. The ladies had many
questions about entries and types of sounds. We talked about the kinds
of instruments that they could potentially use in their performance at
WAAPA. We played through “One by One”, this went well. We discussed
whether we should keep the Pizza section. The ladies want to keep it in
there so we are sticking with that. We then moved onto “Zimbabwe”. One
of the toddlers joined as per usual… he sat on my hip as we did the
dance moves. He then had a go at one of the drums and tried to dance
along. We practised the singing and the ending of the piece. We finished
the session off by doing a run through of “Zimbabwe”.

Concert at Boronia (26th of May)
I arrived with the performance representative from WAAPA. The ladies all
arrived at different times leading up to the performance. Two ladies had
to do a urine test- one of which didn’t make it back in time for the
performance. She was very upset about not being able to play. Once the
ladies arrived, we talked through what was going to happen, the order of
the pieces and hoe many repeats of each section etc… We had a play
through of “One by One”. Once the audience started arriving, we settled
down and sat quietly. I then introduced who we were and what we were
going to showcase. We all walked to the back of the room to prepare for
“Freedom Train”. We did “Freedom Train” It was not as co-ordinated as it
had been in rehearsals…some of the ladies were a little embarrassed
and began giggling. Once we got to our positions we got ready for the
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turns. This looked good! The singing was not as together as it usually
was, nerves got the better of us. We finished all together. The next piece
was “One by One”. This went well, except for slight rushing and the pizza
shape section. The cues did not seem to work well. The ladies enjoyed
this piece a lot. We then moved onto “Zimbabwe” which went well. The
dance was a little out, but with me counting in, it worked better. The
singing was great. Last we did “Our Journey to Freedom”. This went
really well. It will work better with more pictures.

•
•
•
•
•
•

•
•
•
•
•

Session 9 (2nd of June)
Debrief from Concert at Boronia
Looked at program for WAAPA
Talked about more pictures for story
Talked about concert clothes
Practiced pieces and order
Explained how WAAPA percussionists would fit in with what we
had been doing. There was so much excitement about this!
Session 10 (9th of June)
The lady who had done the artwork, brought in more work for us!
We talked about proceedings of the day at WAAPA
Talked about the order again
Practised run throughs of each of the pieces
“Thank you for bringing music into my son’s life”

Concert at WAAPA (14th of June)
The ladies had a tour of the dance, drama and music areas at WAAPA.
They we overjoyed at the opportunity and didn’t stop smiling the whole
time! Rehearsal with the WAAPA performers went great, the ladies
listened very carefully.
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APPENDIX 2: PROJECT SCHEDULE/TIMELINE

•
•
•
•

Project Schedule/ Timeline
June – August 2016
Correspondence with Banksia Hill Superintendent about potential
project at the Centre
Meeting with Superintendent and tour of Banskia Hill facilities.
Decision to change project from a under 18 facility to a Womens Prerelease centre.
Meeting with Boronia Pre-release Centre for Women Superintendent
about potential project at the Centre

•

August – October 2016
Research proposal preparation
o Literature search
o Project planning
o Ethics preparation
Meetings with Director of Boronia Pre-release Centre

•
•

October 2016
Research proposal seminar and review
ECU Research Proposal Presentation

•

ECU Ethics submission due

•
•
•
•

November 2016
Response to proposal review
Ethics application submission to ECU Ethics committee
Research Proposal submission to ECU
Department of Correctional Services Research proposal submitted on
the 14 of November 2016

•

December 2016 –January 2017
Meeting with the ECU Ethics Board to discuss Project information and
intentions

•

•

February – March 2017
DCS Research proposal approved on the 14th of February 2017

•

DCS Research Application submitted on the 17th of February 2017

	
  

38	
  

•

DCS Research Application approved on the 24th of February 2017

•

ECU Ethics resubmitted with DCS approval documents attached.

•
•

Ongoing literature review
Drumming Project at Boronia Pre-release Centre for Women
o Drumming sessions
o Journal Information
Commencement of data collection at Boronia Pre-release Centre for
Women

•

April 2017
• Data Analysis
• Thesis drafting Tuesday the 28th Superintendent introduces
researcher to the women at the centre. Researcher does a drum
demo and joins in with the choir rehearsal and plays the drums
along with the choir.
•

Workshops commencing on the 5th of April.

•
May 2017
• Write up thesis
June 2017
• 14th – WAAPA Performance.
• Thesis submission on 31st of July.
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APPENDIX 3: WAAPA CONCERT PROGRAMME
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APPENDIX 4: PARTICIPANT ARTWORK AND STORY FOR WAAPA
PERFORMANCE – OUR JOURNEY TO FREEDOM

Figure 1 – “One sunny day, there was a small and hungry Caterpillar named
Cassie. She didn’t have a worry in the world, as she strolled through the magical
land, that was the Garden.”

Figure 2 – As she wandered along, it began to rain … it rained and rained until it
stormed!
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Figure 3 – “To protect herself from the storm, Cassie wrapped herself in
a tight cocoon. She realizes that she is trapped. Cassie isn’t able to break
free. She pulls, pushes and punches at the cocoon, without success.”
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Figure 4 – “The sun shines down and Cassie manages to break through
the cocoon.”
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Figure 5 – “She spreads her wings and flies free as a beautiful butterfly.”

Figure 6 – “One sunny day, there was a small and hungry Caterpillar named
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APPENDIX 5: STAGE MAPS FOR WAAPA PERFORMANCE
Figure 8– Stage plans created by researcher for WAAPA Performance
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APPENDIX 6 – Information Sheets and Consent Forms.

	
  

47	
  

	
  

48	
  

	
  

49	
  

BIBLIOGRAPHY
Alexander, N. and Clare, L. (2004) “You still feel different: the experience
and meaning of women's self injury in the context of a lesbian or
bisexual identity.” Journal of Community and Applied Social
Psychology, 14, 70-84.
Ansdell, G., & Pavlicevic, M. (2001). Beginning Research in the Arts
Therapies: A Practical Guide. London: Jessica Kingsley Publishers.
Bailey, B.A (2005). Singing out of tine and in tune: An investigation of the
effect of amateur group singing from diverse socio-economic and
cultural perspectives. Doctoral dissertation, University of Sheffield,
UK.
Bailey, B., & Davidson, J.W. (2003). “Amateur group singing as a
therapeutic agent.” Nordic Journal of Music Therapy, 12, 18-32.
Bain, J.D., Ballantyne, R., Mills, C., & Lester, N.C. (2002). Reflecting on
practice: Student teachers’ perspectives. Flaxton, Queensland,
Australia: Post Press.
Beck, R.J., Cesario, C., Yousefi, A. & Enamoto, H (2000). “Choral
singing, performance perception and immune system changes in
salivary immunoglobulin A and cortisol.” Music Perception 18(1),
87-106.
Bittman, B., Bruhn, K.T., Stevens, C., Westengard, J. & Umbach, P.
(2003).

Recreational

Music-Making:

A

Cost-Effective

Group

Interdisciplinary Strategy for Reducing Burnout and Improving Mood
States in Long-Term Care Workers. Advances in Mind-Body
Medicine, 19(3-4), 4-15.

	
  

50	
  

Butler, J. & Kern, M.L, (2015). “The PERMA- Profiler: A brief
Multidimensional measure of flourishing”. International Journal of
Wellbeing, 6, 1-48.
Charmaz, K. (2000). “Grounded theory: objectivist and constructivist
methods”. In Norman K. Denzin & Yvonne S. Lincoln (Eds.),
Handbook of qualitative research (2nd edition) (pp.509-535) London:
Sage Publictation.
Csikszentmihayli, M. (1996). Creativity: Flow and the Psychology of
Discovery and Invention. New York: Harper Perennial.
Clift, S., Hancox, G., Staricoff, R. & Whitmore, C. (2008) Singing and
Health: A systematic mapping and review of non-clinical research.
Canterbury: Canterbury Christ Church University.
Conrad, P. (1987). “The experience of illness: recent and new direction”.
Research in the Sociology of Health Care, 6, 1-31.
Cook, D.T. (2001). “Music in Everyday Life by Tia DeNora.” American
Journal of Sociology 106 (5) (March 1): 1484–1486.
DeNora, T. (2000). Music in Everyday Life. Cambridge: Cambridge
University Press.
DeNora,

T.

(2003).

After

Adorno:

Rethinking

Music

Sociology.

Cambridge: Cambridge University Press.
Djurchko, A. (2011). ‘Art in prisons’: A literature review of the philosophies
and impacts of visual arts programs for correctional populations.
Retrieved

on

07/08/16

from:

https://opus.lib.uts.edu.au/bitstream/10453/19836/3/ArtinPrisons_Dj
urichkovic.pdf

	
  

51	
  

Faulkner, R. (2013). Icelandic Men and Me: Sagas of Singing, Self, and
Everyday Life. London: Ashgate.
Faulkner, R., & Davidson, J.W. (2005). Men’s vocal behavior and the
construction of self. Musicae Scientiae, 8(2), 231-255.
Friedman, R.L. (2000). The Healing Power of the Drum. Springfield, Il.
White Cliffs Media.
Government of Western Australia, Department of Corrective Services,
(2016). “Partnerships with Purpose”. Perth, WA.
Hull, A. & Marie, A. (2014). Rhythmical Alchemy Playshop, Volume 1:
Drum Circle Games. Santa Cruz, CA: Village Music Circles.
Irene Trust Foundation. (n.d)

Creating Music. Transforming Futures.

Retrieved on 08/07/17 from: https://irenetaylortrust.com/changinglives/research/
Lee, J., Krause, A.E. & Davidson, J.W. (2017). “The PERMA well-being
model and music facilitation practice: Preliminary evidence for
well-being

through

music

provision

in

Australian

schools.”

Research Studies in Music Education 39,1, 73-89.
Kessler, R.C., et al. (2002). "Short screening scales to monitor population
prevalences and trends in non‐ specific psychological distress."
Psychological medicine 32(6): 959‐976.
Lee, D. (2014). Finding Freedom through Song. Retrieved on 08/07/16
from:
http://www.andredequadros.com/uploads/1/1/1/6/11164905/vol37no
3.14.findingfreedomthrusong.pdf

	
  

52	
  

Lee, S. (2015). Exploring the role of music in resettlement and crime
prevention. Churchill Travelling Fellowship Report. Retrieved on
08/05/17 from:
https://irenetaylortrust.files.wordpress.com/2016/03/sara-lee-wcmtreport.pdf
Martin, K.E., Wood, L.J., Tasker, J.S. & Coletsis, C, (2014). The Impact of
Holyoake’s DRUMBEAT Program on Prisoner Wellbeing in Western
Australian Prisons. The University of Western Australia, Crawley:
Western Australia.
Merriam, S.B. (2009). Qualitative Research: A Guide to Design and
Implementation. Hoboken, NJ: John Wiley & Sons.
Norrish, J.M., Williams, P., O’Connor, M. & Robinson, J. (2013). “An
applied framework for positive education.” International Journal of
Wellbeing, 3 (2), 147-161.
Perissinotto, C.M., Cenzer, I.S., & Covinsky. K.E (2012). “Loneliness in
older persons: A predictor of functional decline and death”. Arch
Intern Med. 172, 14, 1078–1083.
Pavlicevic, M. (2003). Groups in Music: Strategies from Music Therapy.
London: Jessica Kingsley Publishers.
Rhodes, J. & Smith, J.A. (2010). ““The top of my head came off.” An
interpretative phenomenological analysis of the experience of
depression”. Counselling Psychology Quarterly, 23:4, 399-409.
Ruud, E (1998). Music Therapy: Improvisation, communication and
culture. Gilsum, NH: Barcelona Press.

	
  

53	
  

Seligman, M.E.P. (2002). “Authentic happiness: Using the new positive
psychology to realize your potential for lasting fulfilment.” New York,
NY: Free Press.
Shakespeare Theatre Association (2005). Shakespeare Behind Bars.
Retrieved

on

01/11/16

from:

http://www.shakespearebehindbars.org/
Siciliano, M. (2013). Tia DeNora, Music in Everyday Life. Cambridge:
Cambridge University Press.
Sloboda, J.A. (2009). “Music in everyday life: The role of emotions”. In
P.N. Juslin & J.A Soboda (Eds.), Handbook of music and the
emotions. Oxford: Oxford University Press.
Stige, B. (2003). Elaborations Toward a Notion of Community Music
Therapy. Oslo: Unipub AS.
Smith,

J.A.,

Flowers,

P.

&

Larkin,

M.

(2009).

Interpretative

Phenomenological Analysis: Theory, Method and Research.
London: SAGE Publications.
Smith, J.A. & Osborn, M. (2007). “Interpretative Phenomenological
Analysis”. In Jonathan Smith (Ed,): Qualitative Psychology: A
practical guide to Research Methods. London: Sage Publications.
Tannenbaum, J. (2015). Arts, Prisons, & Rehabilitation: Excerpted from
Arts & America: Arts, Culture, and the Future of America’s
Communities.

Retrieved

on

07/08/16

from

http://www.americansforthearts.org/sites/default/files/Arts%26Ameri
ca_PrisonsRehab.pdf
Tennant, R., Hiller, L., Fishwick, R., Platt, S., Joseph, S., Weich,
S., Parkinson, J., Secker, J. & Stewart-Brown, S. L. (2007). "The
Warwick‐Edinburgh

	
  

mental

well‐being

54	
  

scale

(WEMWBS):

development and UK validation."

Health and Quality of Life

Outcomes 5,1, 63.
Wood, L., Ivery, P., Donovan, R. & Lambin, E. (2013). "To the beat of a
different drum": improving the social and mental wellbeing of at-risk
young people through drumming.” Journal of Public Mental Health
12 (2), 70-79.
World Health Organization. (2012) Measurement of and target- settling
for well-being: an initiative by the WHO Regional Office for Europe.
Retrieved

on

8/7/

17

from:

http://www.euro.who.int/__data/assets/pdf_file/0020/167402/e96764
.pdf

	
  

	
  

55	
  

